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1Introduction
The body of work described in this thesis tries to reflect the emotions which I
experienced during the Spring, Summer, and Fall of 1991. During this time period I
experienced two separate and emotionally charged events. The first event was falling in love.
The second event was the death of my housemate from cancer.
Falling in love was a wonderful yet frightening experience. It was an exquisite pleasure
to share secret hopes and fears, to give and receive love, and to find compassion and
understanding. However, the feelings which I experienced were far more complex than simple
joy and pleasure. I also had bouts of fear and uncertainty which had their roots in a divorce
which I endured several years earlier. With the exception of a cousin on my mothers side, I
am the first person of a large, extended, and fairly religious family to experience divorce.
Family commitments are of the highest priority to me. The hurt, anger, sense of betrayal and
isolation which I experienced as a result of the divorce cut me deeply. It took me a number of
years to resolve these issues. I remembered these feelings very clearly as my new love
grew, and was especially aware of my vulnerability. I sometimes experienced this awareness
as a physical need to groan. I tried to envisage these emotions in my work.
As my housemate struggled with cancer during the summer and early Fall of 1991, we
spent many hours talking about life, dreams and the experience of death. Sharing the
experience of her last months impressed on me the fragile and fleeting nature of life, and
provoked a great deal of contemplation. I tried to evoke these emotions in the work.
In this thesis I have attempted to visually describe emotions. The three dimensional
works use the human head or bust as a vehicle to envisage psychological or emotional states.
The heads are formed of clay. I selected clay, which has a long history as a sculptural
medium, because its plastic nature in the wet state allowed easy manipulation and reworking.
Additionally, clay permitted the application of a variety of surface colors and textures which I
employed in an attempt to enhance emotional content. The two dimensional works depict,
either realistically or metaphorically, the events of 1991. Woodcut and etching were used to
produce the two dimensional works. I chose these processes because they allow for great
variation and control over line and tone.
2Art Historical References
The idea of the human head or figure as a metaphor or container of emotion is the
central theme of my work. The human figure has been used throughout art history as a
metaphor for emotion. It is impossible to name all of the artists and artworks which have
influenced the development of this body of work. What follows is a description of several
works and the way in which those works influenced the development of my work.
The manipulation of images and formal elements employed by German Expressionist
printmakers such as Erich Heckel and Ludwig Kirchner to convey emotion were of particular
influence to this body of work. Erich Heckel often distorted figures in his prints to express
emotional or psychological states. In His woodcut "Geschwister (Brother and Sister)", 1913,
the sister holds her youthful brother in her lap. "While the sister is focused entirely on her
brother, the wide-eyed stare of the youth directly confronts the viewer, introducing a
psychological tension in the image. The uneasiness is heightened by the strange proportions
and mature features of the male figure"(Heller 1987, 58). The state of psychological tension
created by this image is further heightened by the harsh graphic quality of the block cutting.
Ludwig Kirchner manipulates the image of the figure, as well as other formal elements
in his prints, to express emotion. Evidence of this may be seen in his work "The conflict
which Brings Love" (Dube-Heynig 1961 , 43). Here, the mouth and forehead of the central
figure of a man in the foreground are marked with a red color which relates to the red chest
wound of the female figure in the background. Her arm intrudes unnaturally from the
background into the heart of the male figure in the foreground. The red color, and protracted
arm of the women provides a visually unsettling connection with the male in the foreground.
This visually disturbing connection speaks to the character of their relationship. The harsh,
irregular style of cutting employed by Kirchner heightens the uneasy feeling the work
stimulates.
4Both Heckel's and Kirchner's methods of visually suggesting emotion influenced my
work, especially the two dimensional work. For example, two and three dimensional figures
in my work are distorted in an attempt to express emotion. Color is used in my work as a
psychological indicator. As in the case with Heckel's "Geschwister (Brother and Sister)",
1913, my figures often stare directly at the viewer in an attempt to engage the viewer in
dialogue. As with both artists, I have attempted to communicate emotion through cutting style
and quality of line.
The distortion or stylization of human features in ritual masks of the Ivory Coast had a
strong influence upon this body of work. My examination of two masks from the Ivory Coast in
Africa, pictured in Sculpture of Primitive Man (Muensterberger and Muensterberger 1955, 15-
16), revealed to me that the stylization or distortion of human facial features and skull
construction could communicate emotions.
The female mask depicted on plate 15 is smooth and contoured. It is a stylization of a
human face. Its' contoured surface is interrupted only by a ridge which separates the face
vertically, eye slits which separate the head horizontally, a long triangular nose, and a partially
open slit for a mouth. To me, the mask is esthetically beautiful, and the contouring of the face
and minimal facial features communicate a serene constraint.
The smooth surfaced mask on plate 16 of Sculpture of Primitive Man (Muensterberger
and Muensterberger 1955), is also a stylization of a human face. It possesses a skull which is
long and rectangular in shape, a distended jaw which has been flattened at the distal end, and
a bulbous forehead upon which is depicted a stylized headdress. The mask has no mouth and
a long thin vertical ridge for a nose. The only other facial features are two down turned eye
slits. In this mask, it seemed that the lengthening of the jaw, removal of the mouth, and the
down turning of the eyes under a craggy brow, acted together to communicate to me a sense
of dread.
The way in which the distortion or stylization of facial features in African masks
communicated emotion, influenced my work, especially the three dimensional, ceramic,
figures. In each of my works, I let the intended emotional content dictate the existence and
shape of the skull, eyes, nose, mouth, ears, and surface texture.
The importance of balance, weight and the way in which volumes relate to
communicate emotion is further demonstrated in a work depicted on page 140, in The N.P.
Goulandris Collection of Early Cvcladic Art (Doumas 1969, 140). The marble head and neck
pictured here lack any facial feature, save a triangular nose ridge. Yet a certain strength of
character or dignity is communicated thought the angle of the head upon the neck. In my
work, the angle of the head on the neck was intended to visually parallel the emotions
described by the facial features, colors, and surface textures.
The metaphor of the head as a container for ideas and emotions was remarkably
demonstrated by the head vessels of ancient Greece, an example of which is pictured on plate
202 in A History of 1000 Years of Greek Vase Painting (Arias n.d., 202). Upon the neck of
these painted clay serving vessels a story was visually narrated. The belly of the serving
vessel was constructed in the form of a head of one of the characters depicted in the narrative
painting circumscribing the vessel. This head vessel is a wonderful example of the head as a
container of emotion. "Night Dreams" (see figure 4) is an exploration of this idea.
3Discussion of the Ceramic Sculptures
The Ceramic Sculptures described below were central to the thesis. The works were
intended to reflect varying emotions.
"Self-Portrait Black Head" (see figure I) attempts to depict an overwhelming sense of
despair, one that is painful, as well as frightening. The size and mass of the head was used
as a device to communicate the overwhelming nature of the emotion. The relationship
between the volume of the head and the volume of the shoulders was intended to visually
describe emotional precariousness. The axes of the major volumes of the head and shoulders
intersect at an awkward angle, one which was intended to suggest unbalance. The smoothly
contoured volume of the head was intended to encourage the eye to travel uninterruptedly over
the surface of the volume and focus on the facial features which were formed to convey
despair. The mouth is open, the nostrils slightly dilated, the eyes are partially open and rolled
upward, in an attempt to visually describe an individual distraught with emotion. The color
black was chosen because of its visual weight, and because within my own symbol system it
represents the absence of spiritual light.
"Self-Portrait - Multiple heads" (see figure 2) envisages a mingling of consternation,
despair, and frailty. The structure of each head attempts to convey a growing sense of inner
confusion and vulnerability. The thin yet distended head is balanced precariously on the frail
neck which rests upon a pair of narrow shoulders. Together, the open mouths, dilated nostrils,
searching eyes, and questioning brows of the six heads were intended to express fragility,
dismay, and confusion. The determination that six was the correct number of heads for this
grouping was an intuitive decision based on my feeling that this number of heads would
provide the idea of a crowd or group. I also felt that when arranged shoulder to shoulder, six
heads would present a forbidding horizontal barrier, without being overwhelming. The greenish
ocher color of the heads was intended to suggest queasiness. Subtle variations of surface and
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Figure 1. "Self-Portrait - Black Head"
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facial feature between the six heads were intended to provide visual interest, as well as an
enticement to the viewer to consider the unique qualities of the individual within the group.
This workwas my attempt to comment on what I imagine to be the totally universal yet
completely individual experience of loss, as well as to further define the experience of loss as
bewildering.
The portrayal of spiritual calm and acceptance is the intent of "Self-Portrait - White
Head" (see figure 3). The ectomorphic quality of the shoulders is contrasted with the
voluminous canted head, in an attempt to create the impression of great internal capacity and
thoughtfulness. The stylized features, and the partially closed eyes, attempt to further suggest
the quiet, introspective nature of the emotion. The waxy white surface of the head was
intended to augment the spiritual presence of the image. In my personal iconography white
represents light, or spirituality, and the smooth waxy surface represents refinement and self
constraint. This figure was intended to visually demonstrate the calming spiritual nature of
acceptance in the face of loss.
"Night Dreams" (see figure 4) was an attempt to portray the confusions and blindness
of the soul as it attempts to understand the reason for loss, and eventually the reason for life.
The work is composed of two separate pieces. One is a head vessel, loosely in the style of
the Greek head vessels. The second is a pedestal which supports the head vessel. The
undulating movement of the base, with its interplay between positive and negative space, the
backward tilt of the head (belly of the head vessel), and the torque like movement of the neck
of the head vessel were intended to create a sense of inner turmoil. The featureless face, the
impenetrable black exterior of the vessel, and the height of the vessel, the lip of which is
raised above sixty eight inches to preclude sight of its interior, are all intended to show the
unfathomable nature of loss.
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Figure 3. "Self-Portrait - White
Head"
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Figure 4. "Night Dreams"
4Discussion of the Wood Cuts
The wood cuts, along with the etchings, narrate events of 1991. They were intended to
describe personal experiences which resulted in the emotions portrayed by the sculptures.
"Self-Portrait With Both Hands Over Mouth" (see figure 5) depicts a figure with no arms
whose mouth is covered by two disassociated arms intruding upon the figure from the edges of
the picture plane. The work is intended to portray a figure filled with conflicting emotion yet
unable to name or discuss those emotions. The ocher figure enclosed within a black
rectangular ground, the black organic mass distending its skull, and the disembodied arms
covering its mouth are all visual devices calculated to convey the idea of bound emotion. The
thin lined asymmetrical symbols and angular lines which surround the figure aim to convey
the virulent yet intangible nature of the emotions affecting the figure. The ocher color of the
figure is meant to suggest the unbalanced nature of the image. In my personal iconography
the color ocher has always represented sickness, illness, and decay.
"Self -Portrait in a Cemetery" (see figure 6) was conceived to envisage despair and
dismay in the face of death. The central figure in the woodcut gazes at the observer. Its
mouth is open, its eyes are wide, its brow furrowed, and its head distended. Behind the figure,
rows of tombstones recede into a black overhanging sky. The scene is overhung with an
ocher pall. The dominant head in the foreground was intended to engage the viewer and
narrate the essence of the image. The dun pall, monotonous tombstones, and heavy black
sky were intended as narrative elements, as well as a visual means of reinforcing the sense of
darkness which is an aspect of despair. The white areas in the head, and sky are intended to
balance the design visually as well as to suggest an unseen spirit of light to balance the darker
emotions.
12
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Figure 5. "Self-Portrait With Both Hands Over
Mouth"
14
Figure 6. "Self-Portrait in a Cemetery"
5Discussion of the Etchings
The etchings, along with the wood cuts, narrate events of 1991. They were intended to
describe personal experiences which resulted in the emotions portrayed by the sculptures.
"Interpersonal Relationships #2" (see figure 7) depicts a naked male and female
striking flirtatious poses. The figures are separated by a dark chasm which recedes without
break into a mountainous landscape. Their poses suggest their desire for each other. The
chasm acts to narrate both both visually and metaphorically the gulf as yet between them. The
dark sky filled with active shapes, and which connects visually with the chasm, acts as a
metaphor for emotions which inhibit them. By the nakedness of the figures, and the fragile
quality of line which I used to define their shape, I hoped to suggest the vulnerable character of
each individual. This image aims to represent the excitement and fear which are a part of new
relationships.
"Interpersonal Relationships #3" (see figure 8) depicts two naked, pale, figures. The
figures, one male and one female are separated by a dark vertically oriented organic form.
The female figure is flirtatiously posed. The male figure is standing in the pose of a tightrope
walker with arms outstretched and balanced on one foot. Above the figures a dark organic
form encircles a lighter smaller organic form. This image seeks to portray the tentative nature
of new relationships. The figures were placed against a backdrop of organic shapes which
depict sexual union. This backdrop was aimed to echo the desire of the figures. The
elongated appendages of the figures, the uncertain line which defines their forms, and the
obvious attraction between the figures despite their unlovely appearance, were meant to lend
to the figures a vulnerable yet humorous air. This image was intended to characterize the
exciting yet frightening prospect of love.
"Interpersonal Relationships
#1" (see figure 9) attempts to characterize stereotypical
15
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Figure 8. "Interpersonal Relationships #3"
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models of behavior between the sexes. The colossal female figure being carried in the print is
meant to represent the "ideal" female. However, close examination of her litter reveals a torn
veil and cushions which resemble debris or human remains. These elements are intended as
glimpses of the hidden or seamy side of the myth of the
"ideal" female. The multitude of male
bearers in this scene maintain the icon in its raised position. Individually these men are
comically thin and weak, small headed, and mindless as ants. The mountains in the
background, the cloud and shadows surrounding the edges of the picture plane, as well as the
scene itself were intended to give the print the feeling of a still from a Hollywood film in the
days of lavish historical productions, and the film media's portrayal of the female as goddess.
The female figure lying naked in the dark, or entombed in the earth, offers a counterpoint to the
scene. She is meant to express the spiritual emptiness which I believe such goddesses often
experience.
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6Conclusions
The aim of this body of work was to visually describe the emotions generated by two
events which impacted my life during the Spring, Summer, and Fall of 1991. The human head
and figure, selected as a vehicle for this portrayal, provided opportunities to use form as a
metaphor for emotion, and as a characterization of posture and facial expression.
The use of the human head and figure as a vehicle to communicate emotion has a rich
historical legacy, as does clay, woodcut, and etching in the sculpting or rendering of the
human head and figure. The incorporation of a head into the body of a vessel also has
historical roots. This placement of a human head within the anthropomorphic structure of a
vessel creates an opportunity for rich metaphor: the head as container, the vessel as
woman/man, and form as emotion.
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7Technical Data
The Ceramic Sculptures
"Self-Portrait -Black Head" was constructed of clay over an armature, using coils.
Both additive and subtractive techniques were used to define the final form. Its rich black
surface was created by glazing the bisque fired work, firing this glaze to maturity, sandblasting
the glazed surface, spraying the sandblasted surface with spray primer, and finally burnishing
this surface with steel wool.
"Self-Portrait - Multiple Heads" was composed of six press molded heads. Further
refinement through additive and subtractive processes was necessary to complete the facial
features. The surface of the heads was created by glazing a bisque fired surface, firing the
glaze to maturity, sandblasting this glazed surface, and then spraying a matte fixative onto the
surface.
"Self Portrait- White Head" was constructed of clay over an armature, using coils.
Both additive and subtractive techniques were used to define the final form. Its waxy white
surface was created by applying many layers of white latex paint to the surface of the work and
then burnishing this surface with steel wool.
"Night Dreams" is composed of a double handled vessel, and a pedestal upon which
this vessel rests. The pedestal was coil built, the belly of the vessel press molded, and the
neck and handles of the vessel coil built. The entire form was then further refined using both
additive and subtractive methods. The rich black surface of the piece was created by glazing
the bisque fired surface of the work, firing the glaze to maturity, sandblasting this glazed
surface, spraying a primer onto the surface, and burnishing the primer with steel wool.
21
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The Woodcuts
The wood cuts in this body of work required a relatively low level of technological
sophistication. Both prints were multi block prints. Meaning that for each print the final
image was achieved by printing two, as in the case of "Self-Portrait in a Cemetery", or three,
as in the case of "Self-PortraitWith Both Hands Over Mouth", separate wood blocks, each
containing a portion of the image. Generally, a separate block is needed to print each different
color.
The Etchings
The Zinc plate etchings were accomplished using a variety of etching techniques including:
Etching, Aquatinting and Open Biting.
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Light Cream High Fire Sculpture Body (May be fired to cone 10)
Hawthorn 30%
#6 Tile 30%
OM #4 15%
Kyanite 15%
Grog 10%
Water of Plasticity 28.5%
Dry Shrinkage 6%
Bisque Shrinkage 7%
(cone 04, oxidation)
Fired Shrinkage 10%
(cone 9-10, reduction)
Rick's Clear Glaze (Matures between cone 04 and 2)
Frit 3195 73%
EPK 10%
Magnesium Carbonate 10%
Bentonite 2%
For black add: 10% black Mason Stain
For greenish ocher add: 8% red iron and 7% Zircopax
Sandblasting was accomplished using 220 mesh aluminum oxide to
dull the surface of the glaze, without removing it.
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